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CHAPTER I 
INTRODUCTION 
For many years the phrase "arts and crafts" has been popular in 
much art education and other literature. Moreover, for an equal number 
of years, the users of the phrase have devoted little effort to correctly in-
terpreti~ and understanding the latter term with the result that the true 
import of the ucrafts" has gone unrealized. Furthermore, with this lack 
of understanding and the use of the term in an inconsistant manner, mean-
ing this oQe minute and that the next, there have naturally arisen many 
misconceptions which in turn have served only to further cloud the issue. 
I. THE PROBLEM 
Statement of the Problem. The purpose of this study was (1) to 
explore the evolution of the crafts through historical and developmental 
analysis; (2) to examine, through this analysis, the significance and mean-
ing of the crafts, as an art, through a detailed exploration of a particular 
segment of that evolution; and (3) to arrive at a consistancy of thought 
about this area of human endeavor. 
II DEFINITION OF TERMS 
The crafts, the only term necessary to define, presents a real 
2 
difficulty right at the start as it is the definition of this term which com-
prises the very objective of this paper. There must however be some 
starting point or frame of reference from which and in which to examine 
the problem. For this purpose the crafts can be defined, at least for the 
moment, as those objects constructed of wood, metal, fibre, and clay, im-
parted with inherent aesthetic qualities, designed to serve a particular 
function and shaped by a craftsman. In order to prevent any confusion and 
ambiguity that might arise from such a brief and capsuled definition it 
would be desirable to elaborate further. The limitation of materials, for 
example to wood, metal, fibre, and clay represents a few of the most com-
mon materials used and further provides those materials that can be 
traced through a longer evolution of development, as opposed to plastics 
or synthetic fibres which have enjoyed a relatively short period of devel-
opment as materials in craft production. 
The reference to aesthetic qualities refers to those basic concepts 
necessary to any product or process that might be labeled as an art. These 
fundamental prerequisites are outlined by Thomas Munro with regard to 
the consumer's point of view, the producer's point of view, and the socio-
logical interest in various types of occupations: 
"la. Art is skill in making or doing that which is used or intended 
as a stimulus to satisfactory aesthetic experience, often along with 
other ends or functions; especially in such a way that the perceived 
stimulus, the meanings it suggests,or both, are felt as beautiful, pleas-
ant~ interesting, emotionally moving, or otherwise valuable as objects 
3 
of direct experience, in addition to any instrumental values they may 
have. b. Art is skill in expressing and communicating past emotional 
and other experience, individual and social. c. Especially, that phase 
in such skill or activity which is concerned with designing, composing, 
or performing with personal interpretation, as distinguished from rou-
tine execution or mechanical reproduction." 1 
Function, as Dudly and Faricy point out in "The Humanities", re-
2 
fers to rcdefinite, practical, and utilitarian meanings". In other words 
there must be some use or crfunction" other than simply the aesthetic 
stimulation. 
Finally the crafts place stress on hand manufacture as opposed to 
large scale machine production and this necessitates the addition of that 
qualification that the work be shaped by a craftsman. There is another 
qualification that must enter here and that can best be outlined by a dis-
tinction, other than the quality and description of the work, between the 
quality and description of the worker, or in other words between the pro-
fessional craftsman versus the non-professional. 
For the present purpose it is desirable to limit the study to the 
professional craftsman. The reasons for this decision are many, but in 
brief they may be outlined as follows. 
Since the early years of man's development it has been the nature 
!Thomas Munro, aThe Arts and Their Interrelations, (New York: 
Liberal Arts Press, 1949,)pp. 107-108. 
2Ibid, p. 120. 
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of man to improve his lot. This improvement might be the desire for a 
better existance from a practical point of view or, simply, a man is con-
stantly striving to improve in one respect or another he seeks out the best 
method, means, or source of accomplishing that end. Eventually a system 
evolved whereby one man would admire the work of another, and, as in the 
case of the crafts as well, would engage him to produce some needed uten-
sil. Hence, as this man became a specialist and improved, and as others 
sought his skills and were ready to compensate him for his work, he be-
came the professional craftsman. In choosing the professional, then, the 
study is based on the work of the craftsman who effectively embodies the 
standards and tastes, whether they be good or bad, by contemporary stand-
ards that are set up by the particular cultural setting in which he functions. 
III IMPORTANCE OF THE PROBLEM 
Ever since the first craftsman fashioned a container to hold or 
store water or a tool with which to eke out an existence, the crafts have 
been an integral part of man's development. They have supplied many of 
the necessities of life, the tools for farming, the utensils for cooking and 
eating, the clothes for warmth and modesty, the houses for protection and 
shelter, the idols for worshiping, the jewelry for ornamentation, and the 
weapons for war. For this reason alone, the contribution of the crafts to 
the development and survival of the human race, the crafts merit careful 
5 
study. 
Aside from the practical, material, and functional contributions to 
man's physical well-being, there is a second facet to the crafts, that be-
ing the aesthetic values derived from them. The reason a primitive 
Indian would weave a meandering design on a basket, or modern silver-
smith emboss the handle of a spoon, lies not in enabling the basket to hold 
more grain, nor the spoon better to ladle soup. This extra and unneeded 
work, from a practical point of view, must then have been for the purpose 
of attaining some aesthetic standard or artistic goal for its own sake. The 
reason a man would waste his time with this extraneous work of embel-
lishment, or constructing an item in the first place when the same object 
of machine made origin and serving the same upractical" purpose can be 
purchased at a local store, constitutes the second reason for pursuing this 
project. 
Need for aesthetic values, that constitutes the first step in the es-
tablishment of certain standards, can be witnessed throughout the develop-
ment of man. These goals or standards, furthermore, fall within the area 
of humanistic values. In this nuclear age, we stand at the threshold of two 
opposite directions: a new era of those humanistic values or the total de-
struction of those values, past as well as future. The need, that has play-
ed such an important role in the development of mankind from the very 
beginning, to live creatively and cooperatively in the society of his fellow 
6 
man, must prevail if civilization is to continue. The flow of creative 
spirit, responsible for the fostering of those humanistic values, must not 
be impeded, but must be fed from many springs, as a river is augmented 
3 
by its tributaries. The tributary of the crafts can help augment the river 
when it itself is augmented by the good taste of the consumer and in turn 
by the work of the craftsman that caters to that good taste. It is this good 
taste that Dr. Thorpe describes in "Joseph Vance" as " ... a quality of the 
4 
inner soul, that gives a bias to the intellect". The directions that the 
taste of the consumer and the output of the craftsman are what will deter-
mine the flow of this particular tributary. 
With the realization that the crafts are significant as a factor in the 
development of man, the importance of this survey is found in the resolu-
tion to arrive at a consistency of thought regarding this area of human en-
deavor. 
IV LIMITATION OF THE PROBLEM 
In dealing with a problem as large and as involved as the crafts 
certain limitations are immediately evident. There are, first of all, thou-
3Aileen 0. Webb, "International Crafts Conference in 1964", 
Craft Horizons XXIII (January-February 1963), p. 11. 
4Harriet Goldstein and Vetta Goldstein, Art in Everyday Life, 
(third edition; New York: The Macmillan Company, '!940), p. 1. -
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sands of years during which man has been involved with the crafts. Sec-
ondly, during these many years the crafts have taken many directions. As 
man has formed new cultures, with the involved folkways and mores that 
compose them, the crafts have changed to meet the needs of the particular 
culture in which they are formed. Today it would be impossible to even 
count the various cultures, let alone explore the crafts that are a part of 
them. 
With this realization an example must be chosen, much like the 
statistician who chooses a sample from which he might make intelligent 
statements, based on his findings in the sample, with regard to the entire 
population. 
The sample chosen for this study involves the New England States 
during the eighteenth, nineteenth and twentieth centuries. In addition to 
facilitating the gathering of resource material which this particular ex-
ample affords, it embodies the development of a culture, a new way of life 
from the start, and obviously those components of a culture including 
among other things the evolution and development of the crafts. 
A second limitation might be suggested in the many terms often 
used "in a vaguely interchangeable way, with slightly different mean-
5 
ings." However, since these terms, namely, handicrafts, arts and crafts, 
8 
6 
minor arts, useful arts, and decorative arts, are roughly equivalent, 
there should be no need at present to worry about subtle and vague differ-
ences. Rather the term crafts will suffice with one exception. This excep-
tion being the articles referred to as "Folk Art''. 
The purpose for this one exception of Folk Art and Folk Crafts, as 
they are sometimes called, rests in the fact that the many facets provid-
ed by the work of the house-painters, shipwrights, wood-carvers, stone-
cutters, metal-workers, blacksmiths, sailors, farmers, businessmen, 
7 
housewives, and girls in boarding school, would serve only to complicate 
the issue of a basic understanding of the crafts. The folk arts are the ex-
pression of an "untutored people who took whatever material was at hand 
8 
and made something useful". Even though the work of these untutored 
people in this country constituted some influence on the nation, it is naive, 
unsophisticated, and often crude and hence requires an additional frame-
9 
work and set of standards. Furthermore, even if these standards could 
61bid., p. 125 
'lrfew York Museum of Modern Art, American Folk Art,(New York: 
W. W. Worton and Company, Inc. 1932.) ----
8Marguerite Ickis, Folk Arts and Crafts, (New York: Association 
Press, 1958), p. 1. -- -----
9 Abby Aldrich Rockefeller Folk Art Collection, (Boston: Little 
Brown and Company, 1957), p. VII. 
be set, which at the present time represent little more than personal 
10 
9 
opinion, there still remains the problem that the folk arts live in their 
11 
own world and are responsive only to their own surroundings. Thus 
there could be no prediction or statement about folk arts in general based 
on the New England area which comprises the sample of this paper. There 
would in fact be an entirely different critique of American Folk Art than 
could be applied to German, French, or Polish Folk Art. Even within 
America itself it would be difficult if not impossible to deal with Pilgrim 
and at the same time early Pioneer folk art. 
10New York Museum of Modern Art, op. cit., p. 27. 
11Abby Aldrich Rockefeller Folk Art Collection, op. cit., p. Xlll. 
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CHAPTER ll 
EARLY CRAFT DEVELOPMENT 
If a man were to be given the opportunity of examining one and 
only one floor of a building, it would be very difficult for him to make 
statements about the entire structure. At best his observations would be 
mere guesses based only on his detailed study of that one floor. In order 
to enable him to visualize the building and make his statements with 
greater certainty he must be shown other floors and perhaps given some 
indication as to the height of the structure. Then he can be sure at least 
that the one floor he saw at first was not the only one of its kind and 
could, through observing the similarities throughout the building and with 
his knowledge of its size, better discern the entire image. Of course until 
he would be shown the entire picture there would be some margin for error 
in his observations. 
A very similar situation presents itself in the study of the crafts. 
In the observation of the happenings in America, over the span of almost 
three hundred years, there exists the possibility that this era was a freak 
in the evolution of the crafts and consequently, in basing certain predic-
tions about the overall picture on this segment, certain drastic errors in 
judgment could occur. Therefore, some space must be reserved to ex-
plore the likelihood of certain similarities occuring throughout this evolu-
11 
tion in order to then justify and add at least some note of certainty to those 
predictions that are made. In addition, for an extra measure of certainty 
some effort might be expended in tracing the origins of the crafts in order 
to provide the base on which the entire structure is founded. 
I ORIGINS OF THE CRAFTS 
The logical approach, in providing some background information on 
the crafts movement is to start at the beginning. Unfortunately, the exact 
date on which the first man made the first object that can be classified as 
a craft is not available. However, what is available from the relatively 
sparce information of man's early existence, is a recognizable trend, dur-
ing a certain period of time, toward meeting the definition of crafts ex-
plained in Chapter I. The period in which this trend began involved the 
years 500,000-20,000 B. C., commonly referred to as the Paleolithic or 
Old Stone Age. Helen Gardner gives a capsuled report of just what this 
trend involved by explaining that: 
uThe early stone implements, such as the scraper and the hand 
ax, or fist hatchet, which evolved after ages of experiment in chipping 
stone, seem purely utilitarian. They are not hafted, but are grasped 
by the hand for clubbing or for crude cutting. Gradually there appears 
in these tools something more than a capacity for better striking and 
a sharper cutting edge - a feeling for proportion and symmetry. Here 
we can recognize that of two flints which cut equally well one is more 
pleasing than the other because of a quality in the form that has noth-
ing to do with the utility of the tool yet unmistakably enhances the 
object to the eye. Such a feeling for form, for a balance between the 
12 
11 
what and the how, we recognize as a fundamental art impulse." 
From these early beginnings, from the attempts of man to add that 
extra ingredient over and above the crude, raw, minimal requirements of 
12 
a situation, came the concept of the crafts. As these crude beginnings 
evolved and man became better able to control the materials and tools 
with which he worked, the "inherent aesthetic qualities" became increas-
ingly evident in his work. Evidence of the continuation of this trend can 
be witnessed in the rrvenus of Willendorf" (Fig. 1) a small sculptured fig-
ure dating from about the one hundred ninetieth century B. C. The figure 
wears ua scalloped bracelet and shows traces of once having been painted 
13 
red". Because of the inherent nature of the object itself, and ornament 
to embellish or adorn the body, perhaps for some religious purpose, it is 
obvious how this trend continues. Having first been logically concerned 
with survival, catering to the physical needs of food, clothing, and shelter, 
man eventually becomes more and more concerned with that "extra in-
gredient" of aesthetic quality. During the earlier years of his existence 
man would not have had the interest or time, trying to keep warm and at 
11Helen Gardner, Art Through the Ages, (New York: Harcourt, 
Brace and Company, 1948"'f,P. 30. ---
12wnlis J. Wager, From the Hand of Man, (Boston: Boston 
University Press, 1962), p. 25. - -- - --
13Jbid, p. 40. 
13 
the same time trying to discourage the local wild animals from taking up 
residence in his cave-home, to make an object such as a bracelet. For 
while it might serve a function, that is to adorn the body, in reality, as an 
object to keep alive or otherwise preserve his physical well-being it was 
completely useless. 
Figure 1. ""Venus of Willendorf" (cast) Willendorf, Austria. (Peabody 
Museum, Cambridge, Massachusetts.) 
14 
From these findings it would be logical to conclude that a definite 
shift in emphasis takes place in this area between the utilitarian and aes-
thetic aspect and is indirectly proportional to the ability to control and 
adjust to the environment. 
II FURTHER DEVELOPMENT OF THE CRAFTS 
It is clear that since the crafts movement saw its foundations some 
several hundred centuries ago there is a definite problem in trying to fill 
the gap existing between then and now with anything resembling a complete 
and detailed survey of background material. However, as in the analogy 
of the building1 an additional level is needed for observation in order to 
reduce the chance of error when later observing the New England area. 
This additional level or segment of the crafts evolution can be 
provided by anyone of the cultures or civilizations that have existed pre-
vious to that of America. However, inasmuch as the American crafts 
constitute the most recent developments, and as the origins of the crafts 
already discussed obviously constitute the beginnings, it would perhaps 
be best to find some half-way point for observation. This half-way point 
should of course be determined by the crafts development which is not 
necessarily based on years of existence. Just such a period is found in 
Egypt, which, although not too far removed from the Paleolithic origins 
of the crafts, provides some insight into the crafts of today. 
15 
Luckily the comparatively recent expeditions in Egypt have un-
earthed an enormous cache of craft objects for study. The reason for 
this unusual abundance of objects is supplied by Francis Taylor: 
''In the belief that every individual is possessed of a double or Ka 
who never leaves him even at death, the body of the deceased was 
mummified to insure its lasting preservation, and with it in the tomb 
were placed objects of daily use which the dead person might require 
in the world beyond. Sealed supposedly forever from human view, and 
exposed only in recent years by the curiosity of archeologists, these 
objects have retained in the mild, dry air of Egypt a freshness of col-
or and a perfection of preservation virtually unparalleled in any other 
art."14 
The "official" date of the birth of Egyptian civilization was in the 
year thirty-four hundred B. C. This date marks the year in which Menes 
was designated as the first king of the first dynasty thus unequivocally 
marking the unification of the separate city-states that had grown from 
15 
settlements along the Nile and the beginning of Egyptian history. 
By this time the human race had gained considerable control over 
the environment. The early settlers in the Nile valley for example took 
good advantage of the fertile land through farming and other agricultural 
pursuits which, although seemingly elementary accomplishments, were 
drastic steps toward mastery of their surroundings. They had made the 
14Francis Henry Taylor, Fifty Centuries of Art, (New York: 
Harper and Brothers, 1954), p. 1.-- --
15Henri Frankfort, The Birth of Civilization in the Near East, 
(Bloomington, Indiana: Indiana University Press, 1951), p. ~ --
transition from the wandering life of hunter and herdsman to that of the 
16 
16 
settled agricultural communities and had simultaneously eleviated many 
of the problems which plagued their Stone-Age predecessors and hinder-
ed a rapid growth of the crafts. From this point on, combination of the 
aesthetic with the utilitarian as basic requirements in the production of 
craft objects, is taken for granted. However, even though what seemingly 
was a conflict no longer exists, with the added complexities of civilization 
the components of a civilization, such as the crafts, have also become 
more complex. The eventual result is the issuance of certain dictates by 
the culture which act as determinants upon those components. The crafts 
for example are effected in both aspects of their dual character. 
First, in dealing with the functional aspect of this dualism, the 
cultural determinants show their importance through religious belief. The 
Egyptians, as pointed out earlier, believed in the Ka who would live after 
death and had to be provided with toilet articles, containers of food, hunt-
ing supplies and any other items he might find of use in the afterlife. 
Immediately a cultural determinant is evident in producing a desire for 
a greater quantity of goods, enough to supply two lives, which is not evi-
dent in other cultures of this time. Moreover, since the Ka was believed 
inseparable from the body, some preparation was needed to protect and 
16william Stevenson Smith, Ancient Egypt, (Boston: T. 0. Metcalf 
Company, 1960), p. 15. 
• 
17 
preserve the body. In addition to the process of mummifying there was 
elaborate preparation of coffins and sarcophagi which in other cultures of 
the time were unknown. Therefore, there exists a determinant not only as 
to the amount of goods, but as to the type of goods produced. 
Secondly, in relation to the aesthetic factor of the crafts, there are 
further trends, once again related to the influence of the particular culture. 
Witness for example the belief that the Egyptians held where nothing was 
too beautiful or too durable for their "house of a million years" or their 
17 
'"'houses of eternity". Here there is demonstrated the desire not only 
for the useful but the beautiful and durable as well. Furthermore, the 
theme or motif used so often in the beautification or enhancement of the 
objects is one of religion or of religious origin. 
One further influence on the crafts remains apart from the cultur-
al dictates. This would be the importance of the environment which deter-
mines certain trends or directions. As man has gained control over the 
physical surroundings he has likewise gained knowledge of its secrets. 
One of these secrets was metal, perhaps discovered by accident as molten 
18 
drops of ore separated from rocks at a campfire, which certainly influ-
enced craft production by way of the material used in that production. 
17Pierre Montet, Everyday Life in Egypt, (New York: St. Martin's 
Press, 1958), p. 1. ---
18Gardner, op. cit., p. 43 
18 
Then, as new materials were employed, the ability to handle and shape 
them gradually improved. Stone, one of the first materials used by man 
through advanced technology and control, was shaped into magnificent 
vessels. The Egyptians were enabled to produce astonishing quality, not 
only in soft alabaster, but in such hard stones as porphyry, diorite and 
19 
hematite. 
The material which appeared in abundance in an area also played 
a large part in influencing the crafts. Wood was scarce and expensive in 
Egypt and hence used to a far lesser degree than gold, copper, stone and 
so forth that were more easily obtained. However, this is not to say that 
such materials were nonexistent. The palaces of the nobles displayed 
cedar, imported from Syria, and ebony and ivory, brought from the 
20 
south, which could be obtained, but at a price beyond the reach of the 
average citizen. 
One further environmental influence is felt, and that is in the area 
of the designs and motifs used. The Egyptian could hardly help feeling 
the overwhelming power of nature in his fertile valley home. 
"He loved the beauty as found in nature, his spirit demanded such 
beauty in his home and surroundings. The lotus blossomed on the 
handle of his spoon, and his wine sparkled in the deep blue calyx of 
20James H. Breasted, A History of Egypt, (New York: Charles 
Scribner's Sons, 1905), p. 95. 
the same flower; the muscular limb of the ox in carved ivory upheld 
the couch upon which he slept ... " .21 
19 
The Egyptian thus displayed his love of nature and his use of it as 
a motif in his desire to make beautiful all objects of utility. 
Rather than explore the nuances which occur in the three kingdoms 
or dynastic periods of Egypt, it is adequate for the moment to realize that 
these trends exist. The exploration of the changes of emphasis caused in 
these trends is best left to the study of the New England Crafts in the fol-
lowing chapters. A more concrete concept of what these trends involve 
can be demonstrated in the following pictorial survey of Egyptian crafts. 
21Ibid., P. 102. 
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Figure 2. Copper Hes Vase, Fourth Dynasty, found at Giza. (Museum of 
Fine Arts, Boston, Massachusetts.) 
20 
Figure 3. Faience neck ace (modern ends), Fifth Dynasty, (Museum of 
Fine Arts, Boston, Massachusetts.) 
21 
*Faience refers to a glazing process, discovered in Pre-dynastic Egypt, 
that enjoyed much popularity throughout Egyptian history. 
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Figure 4. Faience nee lace, bracelets, and counterpoise from Giza, 
Fifth Dynasty. useu.m of Fine Arts, Boston, Massachusetts.) 
.. 
Figure 5. Diorite bowl ith name of King Tety II, Sixth Dynasty. 
(Museum of Fine Arts Boston, Massachusetts.) 
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Figure 6. Copper table and vessel alabaster headrest and vase from 
tomb of Impy a Giza, Sixth Dynasty. Plaster mask from Mummy 
found at Giza Sixth Dynasty. Terra cotta head of a girl from Sheikh 
Farag in Upper Egypt, late Sixth Dynasty. (Museum of Fine Arts, 
Boston Massachusetts.) 
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Figure 7. Stone vessels and toilet articles, Middle Kingdom. (Museum 
of Fine Arts, Boston, assachusetts.) 
25 
Figure 8. (left to ight) Faience vase from Bersheh, alabaster vase, 
alabaster jar inscrib d for the Temple Scribe Hor-her-yaut from 
Kerma. useum of Fine Arts, Boston, assachusetts.) 
26 
27 
Figure 9. Broad co lar from Bersheh, Twelfth Dynasty, beads of faience 
and steati e end pieces of faience useum of Fine Arts, Boston, 
assachusetts ) 
28 
Figure 10. Wooden oilet spoon in he form of a Swimming Girl Seizing 
a Duck, from emphis abou 1360 B C , Eighteenth Dynasty. useum 
of Fine Artsf Bos on Massachusetts ) 
29 
Figure 11. Gold necklace with unique flower pendants and little vases, 
Twenty-second Dynasty useum of Fine Arts Boston, Massachusett~ 
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CHAPTER ill 
NEW ENGLAND (1700 - 1800) 
This survey of New England begins with the eighteenth century and 
since in doing so it deletes eighty years of settlement from the arrival of 
the Pilgrims at Plymouth Rock in 1620, some reason is in order for this 
omission. 
First the inverse ratio of control of the environment to aesthetic 
quality is once again brought into sharp focus. The early settlers were 
faced with a new and rugged land in which to plant their roots. These 
Pilgrims, seeking refuge from oppression, had their thoughts sufficiently 
employed on the "arts" of necessity, and the means of subsistence or de-
22 
fense, and therefore logically placing physical survival above aesthetic 
pleasure. The eighty years can therefore be deleted for the purpose of 
allowing a settling-down period in which to adjust to a new environment. 
Secondly, since a great majority of the first arrivals were Puri-
tans, there is further justification in beginning at the turn of the century. 
These Puritans, being a majority, naturally greatly influenced the crafts 
by way of their particular cultural, or more specific-religious beliefs. 
Colonial Puritans were blood brothers to those image breakers who des-
22William Dunlap, History of the Rise and Progress of the Arts of 
Des·r, in the United States, (New York: George P. Scott andCompany, -
Vol. 1., p. 17. 
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ecrated the English Churches under Cromwell leaving only a bare remem-
brance or medieval religious art in that land. The "American" Puritan, 
although perhaps a little less adamant, still was inclined to regard any 
attempt to please the eye as a diversion from the one purpose which they 
23 
considered valid: the attempt to please God. Thus during this early period 
there is a second strike against the institution of the crafts. It might be 
once again noted at this point that the term crafts is used only with regard 
to those objects which embody both function and aesthetic value and it is 
this aesthetic factor which is presently causing the trouble. 
Finally, the third reason is simply that the early settlers were 
poor. They could not, for lack of means, engage a professional craftsman 
to supply the household with beautiful objects of use. The alternative was 
simple, either they would do without, or they would make the items them-
selves. In making the items themselves, which was in fact the only real-
istic choice, the ucrafts" infringed on the area of Folk Art, being done 
by an artistically untutored people. Thus, the third reason lies in the fact 
that before the eighteenth century the crafts for the most part had not pro-
gressed beyond the household stage, and not until the eighteenth century 
24 
did the great age of the Colonial Craftsman begin. 
23suzanne LaFollette, Art in America, (New York: Harper and 
Brothers, 1929), p. 4. --
24carl Bridenbaugh, The Colonial Craftsman, (New York: New 
York University Press, 1950},P. 6. 
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By summerizing the three reasons, of the hostile surroundings, of 
the Puritans' desire not to have anything to do with the crafts when and if 
the environment was controlled, and the economic factor which even if 
reasons one and two could be alleviated would still prevent the institution 
of the crafts, a rather gloomy picture is painted of the establishment of 
the crafts, let alone any future development they might enjoy. 
Things were not quite as bad as they might seem, however. The 
Puritans began to tolerate such vanity as color in dress, but would accept 
even this early hint at a resemblance of beauty when and only when it was 
25 
combined with practical purpose. Even though a gradual trend toward 
the addition of beauty in useful objects progressed as new arrivals from 
Europe brought with them other philosophies and ways of life, there still 
remained an inherent value system which placed utility above beauty. 
Witness for example the reminder of a New Englander to his fellows near-
ly a century after the Plymouth landing: 
"It's more noble to be employed in serving and supplying the neces-
sities of others, than merely in pleasing the fancy of any. The Plow-Man 
that raiseth Grain, is more serviceable to Mankind, than the Painter 
who draws only to please the Eye. The Carpenter who builds a good 
House to defend us from the Wind and Weather, is more serviceable 
than the curious Carver, who employs his Art to please the Fancy."26 
25Editors of Life, America's Arts and Skills, (New York: E. P. 
Dutton and Company, Inc., 1957), p. 1~-
26oliver W. Larkin, Art and Life in America, (New York: Holt, 
Rinhart and Winston, 1949), p:-1o:----
Indeed this is not that far removed from the thinking of the early 
citizen who wrote: 
"With a warie head and charie hand 
Provides (intyme) for Hunger and fa Cold: 
Not daintie Fare and Furniture of Gold, 
But handsome-holsome ••• "27 
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Although it is feasible to begin in the year seventeen hundredJ the 
crafts will be explored in these early years from an "upper-class" point 
of view. This is done for the purpose of observing this wealthier class 
who could afford to indulge in the crafts. Likewise, the urban community, 
who for the most part constituted this wealthier group, were certainly 
further advanced in environmental control than their contemporaries who 
were pushing on to new frontiers in the backwoods, and were beyond the 
chains of that inverse ratio that hinders aesthetic values in craft objects. 
The urban community then will receive the greater scrutiny simply be-
cause that was where the crafts, as defined by this paper, existed as 
opposed to the Folk Art orientation of the rural communities. 
With this point of view in mind, and with the setting of trends to-
ward the utilitarian implied in the reasons for excluding the first eighty 
years, the survey of the New England Crafts can begin. 
34 
I SILVER 
Urban communities in New England, continually growing in wealth 
through trade and commerce, began to produce an enormous amount of 
silver household wares. In fact, as early as sixteen hundred and eighty 
28 
there were twenty-four silversmiths at work in Boston alone. The 
wealth continues to increase as does the popularity of objects made of 
silver as the ueighteenth century ushers in the golden age of American 
29 
silversmithing" and provides the departure point for a look at the de vel-
opment of New England Crafts. 
Silverware was of course a luxury at least in so far as it involved 
considerable expense as a precious metal. However, the reasons for the 
progress and prosperity of this material can be traced back, strangely 
enoug~ to the utilitarian foundations of Puritan culture. This apparent 
contradiction can be easily explained by way of a quick glance at the eco-
nomic situation of the colonies. 
Without becoming too deeply involved with economic theory there 
are two reasons which can account for the widespread use of silver as a 
28Editors of Life, op. cit., p. 18. 
29aallery of Fine Arts, Yale University, "Masterpieces of New 
England Silver," (Arts in New England, Cambridge, Massachusetts-:-
Harvard University Press), p. 9. 
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material in craft production. Silver coin, (Fig. 12) apparently was the 
stable basis of the economy at that time, playing a role similar to that of 
gold in our present economy. This silver therefore had to be protected 
and kept in the Colonies. 
Figure 12. 
Boston 
assachusetts coinage 1652 - ca. 1683. (Museum of Fine Arts, 
assachuset s ) 
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However, there was an unfavorable balance of trade with the result 
that the American Colonies had a tendency to be drained of their coin by 
30 
England, or in other words, of their power to trade advantageously. 
Furthermore, the money which they had presented a problem in that there 
were no banks in which to deposit it for safe-keeping. Therefore, what 
could be more logical than to use the coins to fashion utensils for the home. 
So, in effect, the golden age of silversmithing seems to have come about 
through necessity and through that underlying basis of a desire for the func-
tional. The result was of course the same as putting the money in a bank 
or into stocks for it did not lose its value and could be returned to coin. 
As outlined by the Act of the General Court of Massachusetts Bay, June 10, 
1652: 
"All persons whatsoever have liberty to bring in into the mint-
house at Boston all bullion, plate or Spanish coin, there to be melted 
and brought to the allay of sterling silver by John Hull, master of said 
mint, and his sworne officers, and by him to be coined into twelve-
penny pieces (etc.)."31 
The advantages of this system are obvious. Plates, spoons, or 
any of the silver items could be traded, just as they were, through a sys-
tem of barter or returned to the coins. Flatware or hollow-ware could 
30wnliam C.-Langdon, Everyday Things in American Life, 1707-
1776, (New York: Charles Schribner's Sons, 1937T, p. 177. --
31Ibid., pp. 177-178. 
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also be much more easily identified in case of loss or theft than could the 
coins. Finally, the silver could be used instead of just kept in some hid-
ing place. 
Actually there is one additional advantage, that being that the sil-
ver, having been formed into items for use, could be enjoyed. This en-
joyment came, in addition to the inherent beauty of the metal itself, from 
the workmanship or better yet the craftsmanship of those who shaped the 
wares. Silversmiths were influenced by the culture and in turn their work 
reflected these influences. Silver it seems was so constantly adapting to 
the culture and changes within it that the period of manufacture of many 
32 
articles can be determined by shape alone. Thus the aesthetic element, 
although it was in effect forced to some extent on the Colonists, had cer-
tainly become a part of the crafts through the medium of silver by the 
eighteenth century. In fact it was so much a part of them that the period 
from seventeen hundred to eighteen hundred is divided into four separate 
and distinct periods based on style which can only refer to that aesthetic 
element. 
The period which began this golden age of silversmithing is com-
monly referred to as the William and Mary Period and involves the years 
32c. Jordan Thorn, Handbook of American Silver and Pewter Marks, 
(New York: Tudo Publishing Company, 1949)_, p. 5. -
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from seventeen hundred to seventeen hundred and fifteen. Those who had 
grown in wealth and who could afford this "luxury" were stimulated to 
33 
offset their provincialism by acquiring things in the latest mode. This 
latest mode was of course dictated to a large extent by England, both, be-
cause the cultural background of many inhabitants of New England was the 
same, and because America, was a British Colony and being governed by 
the mother country, could not help but be influenced by the trends in style 
that she advocated. Since, therefore, England was being dominated by 
baroque forms, as witnessed in the architecture of Sir Christopher Wren, 
34 
with the contrasting surface richness that it displayed, the colonies be-
gan to reflect this latest fashion. The silversmith achieved the character-
istics of this period through a counterpoise of plain and richly ornamented 
surfaces with curving lines oftentimes accentuated by gadrooned and flut-
ed ornaments. The balance of these design elements and the superb ex-
ecution are what attain the craftsmanships that mark this first great 
35 
period. Additional influences can be seen to effect the crafts when one 
observes the particular articles manufactured. For example, this first 
33John M. Phillips, American Silver, (New York: Chanticleer 
Press, 1949), p. 48. 
34Ibid., p. 49. 
35Gallery of Fine Arts, Yale University, op. cit., p. 9-10 
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period was influenced by the popularity of chocolate which necessitated 
the construction of containers and pots for its storage and use. The very 
same influence was observed when tea became popular during the second 
36 
period from seventeen hundred and fifteen to seventeen hundred and fifty. 
One might note here the similarities occurring in the influences when com-
pared to those of Egypt in the previous Chapter. Culture is not only die-
tating the aesthetic ornamentation, but is effecting the articles in regard 
to the type of objects needed for use at a particular time in a particular 
place. 
It might be sufficient to simply list the remaining periods of style 
and outline their characteristics so as not to become too involved with the 
mechanics of the problem. 
The Queen Anne Period (1715-1750) once again finds the contem-
porary English silver reflected in Boston. The specific design ele-
ments of this period are seen in the use of plain, octagonal, globular 
or bell-shaped forms and in the beauty of outline enhanced by fine 
mouldings. 
The Rococo Period (1750-1785) sees a modification of London 
styles which were marked by cast shell and C -scroll ornaments, 
double scrolled handles and pear or inverted pear shape forms. The 
well-known liberty bowl (Fig. 13) of Paul Revere done in 1768 typifies 
the freedom of Boston from the Period's sacrifice of shape to orna-
ment. 
The Federal Period (1785-1800) was perhaps the most significant 
period of American silversmithing. The desire for a new style was 
evident in the aftermath of the Revolutionary War which would be suit-
36Ibid., p. 9. 
40 
able for the newly formed republic. A classic urn shape replaced the 
rococo period perhaps exemplifying the comparison of America with 
the glory of Ancient Rome.37 
Figure 13. Paul Revere Liberty Bowl 1768, commemorating the 92 mem-
bers of the House of Representatives of Massachusetts Bay who defied 
George ill's order to rescind their circular letter sent to Legislative 
Bodies of the other colonies, which had urged a stand against the 
Townshend Acts. (Museum of Fine Arts, Bo~ton, Massachusetts.) 
The above descriptions, although brief, give some insight into the 
characteristics of eighteenth century silver. Furthermore, as the dis-
cussion concerns a visual art, a much better conception of early American 
silver can be obtained from the following pictorial study than might be ob-
tained in a lengthy verbal description. 
37Ibid., pp. 10-12. 
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Figure 14. Tanka d, 1705-1710 eng aved for Mary Willoughby, by 
John Coney, 1656-1722. useum of Fine Arts, Boston, assachusetts) 
42 
Figu e 15 Coffee Pot by John Coburn, 1725-1803, engraved with Symmes 
coat o arms. useum of Fine Arts, Boston, assachusetts.) 
43 
Figure 16. Cream pot by Samuel Casey, ca. 1724-1777, South Kingstown, 
Rhode Island useum of Fine Arts, Boston, Massachusetts.) 
44 
Figure 17. Chocolate pot by Zachariah Brigden, 1734-1787, engraved with 
coat of a ms of Ebeneze Storer. useum of Fine Arts, Boston, 
Massachusetts ) 
Figure 18. Coffee pot by Robert Humphreys, advertised 1771-1796, un-
ident'fied coat of arms and monogram W.S.S. (Museum of Fine Arts, 
Bos on assachusetts.) 
45 
Figure 19. Teapot by Paul Revere, 1789, made for Moses Brown of 
ewburyport. (Museum of Fine Arts, Boston, assachusetts ) 
46 
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Before leaving this brief survey of American silver it would be 
worth-while to examine the place that the men responsible for this fine 
work, the silversmith, held within the society. The particular type of so-
ciety, or segment of the culture, where the silversmithing tradeflourished 
was, as indicated earlier, found in the larger and wealthier urban centers 
of early America. Boston was just such a center, as one might have gath-
ered from previous references to that town, and was in fact the largest 
such center in America during the seventeen hundreds. Some one hundred 
and fifty names of silversmiths were recorded in that town before the year 
eighteen hundred, including such prominent names in the trade as John 
Allen; John Burt and his three sons, Benjamin, Samuel and William; John 
Coburn; John Coney; William Cowell; John Dixwell; Jerimiah Drummer, 
apprentice of John Hull; John Edwards and his three sons, Joseph, Samuel 
and Thomas; William Homes; the Hurd Family; Knight Leverett; John 
Noyes; the Reveres; William Simpkins; Andrew Tyler and Edward 
38 
Winslow. 
Note should be taken of the reference to the apprentice system 
which was the first such system in America and was responsible to a 
large degree for the fine craftsmanship in silver that was maintained for 
over one hundred years. 
38E. Alfred Jones, Old Silver of Europe and America, (London: 
B. T. Batsford Ltd., 1928), ~5. - --
Returning once again to that list of names, it is interesting to note 
.how these men and others, too numerous to mention, played such an im-
portant role in the life and growth of Colonial America. They were of 
course highly skilled artisans, theoretically bankers, and in many cases 
trusted civic leaders. In fact the tradition of the silversmith was proudly 
handed from generation to generation as indicated in the brief list of names 
39 
, presented. 
To be more specific in terms of describing the accomplishments 
of these men it might be pointed out how versatile such a man as John 
Coney was when he put his silver work aside for a short period to engrave 
. the plates for the first paper money in America in sixteen hundred and 
ninety, or performed the same task in seventeen hundred and nine to 
1
; seventeen hundred and thirteen to supply Connecticut with her first paper 
money. Or one might be more impressed by the son of Coney's appren-
.. tice, Apollos DeRivoire, who was called Paul Revere, (Fig. 20). This 
, man's accomplishments are astounding for he was in addition to being a 
silversmith, an engraver, printer, powder manufacturer, shipbuilder, 
: jeweler, dentist, bell-founder, brazier, ironmaster, seal maker, soldier, 
40 
1 and politician. Even with these many accomplishments he still is best ~ I 
~ i 
!; 
:---=-----39c. Jordan Thorn, loc. cit. 
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remembered of course for his midnight ride through the Boston suburbs 
stirring panic in the local residents with his warning of the Red Coats 
landing. However, whether or not the silversmith performed outstanding 
feats of daring or patriotism it is evident that they placed high in the cul-
ture' s scale of values by way of their craftsmanship and versatility and 
commanded respect as upstanding citizens. 
Figure 20. Paul Revere, by John Singleton Copley, 1737-1815, table of 
mahogany and marble, from New England ca. 1720, silver by Revere 
(left to right on table) sugar bowl 1761, salver 1761, creampot 1761, 
teapot ca. 1760-1765. (Museum of Fine Arts, Boston, Massachusetts.) 
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II OTHER MATERIALS 
A definition of the crafts presented in Chapter I implies that the 
useful and beautiful objects, called crafts, can be constructed in a number 
of different materials. Silver, discussed earlier, gives some insight into 
crafts development through a look at objects made of metal. There are, 
however, at least three other materials commonly used namely wood, fi-
ber, and clay, which should be given some consideration before leaving 
the eighteenth century. 
Articles made of clay come relatively close to those made of sil-
ver in terms of their use and function as containers, pitchers, plates and 
so forth. Unfortunately, however, the potter's art could not boast of the 
popularity and artistic development that silver enjoyed during the same 
period. 
It might be pointed out that the clay articles will be called pottery 
for convenience and to avoid the confusion and unnecessary involvement 
that would occur in distinguishing between hard-paste porcelain, white 
earthenware, stoneware and so on. 
It appears that while there were some three hundred potters in 
/ 
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New England before the year eighteen hundred, they were so scattered 
throughout the area that no center conducive to development as was 
Boston in the case of silver, was caused to emerge. The one center that 
did partially come about in Charlestown in seventeen hundred and fifty 
displayed only eight or nine shops, and when at the peak of prosperity the 
town was burned in seventeen hundred and seventy-five by the British, the 
42 
heart of the business was destroyed and never rebuilt. 
This lack of progress and prosperity has resulted in very little on 
which to base conclusive observations. What little development there was 
is very hard to trace since, while there is evidence of potters at work in 
New England before the middle of the eighteenth century, there are no ex-
43 
amples of their ware before that time. 
Therefore, because of the lack of adequate material, plus the fact 
that the wares that are in existance after seventeen hundred and fifty are 
so homely, simple, naive, and unsophisticated that they are at best an 
41Lura W. Watkins, Early New England Pottery, (Old Sturbridge 
Village Booklet Series, ed. Cathrine Fennelly, Meriden, Connecticut: 
Meriden Gravure Company, 1959), p. 1. 
421bid., p. 12. 
43John Ramsay, American Potters and Pottery, (Clinton, 
Massachusetts: The Colonial Press, Inc., 1939), p. 53. 
" 
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expression of folk art, the discussion of pottery, at least for the present 
will be terminated. 
Wood 
Although the Pilgrims found many supplies and resources scarce 
or lacking upon their arrival in the New World one thing they definitely 
were not lacking was an abundance of wood. The New England area at the 
time of their arrival could hardly be described as more than a large for-
est. It is not surprising then that wood, being so plentiful and relatively 
easy to acquire, was found in the construction of a wide range of useful 
objects. 
Furniture, constituting one of the most common uses of this natu-
ral resource was produced in New England from the very start. The 
Mayflower passengers, as well as those passengers arriving on later 
ships, found the cargo space so limited that they could bring with them 
only the few necessities of life that could be packed in a small chest or 
trunk. Obviously the weight and bulk that furniture would necessarily en-
tail made its importation next to impossible. The furniture-making trade, 
that thus arose out of necessity, beginning with John Alden who was the 
first woodworker in the colonies, saw its first period of development from 
sixteen hundred and thirty to seventeen hundred and twenty-five. 
44Ibid.' p. 116 
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This first period, as in the development of silver, was dominated 
by the utilitarianism of Puritan belief and economic necessity. Furniture 
during the seventeenth century was made by carpenters who were called 
joiners and consisted of rectangular and massive forms. While having 
little concern with comfort, as chairs, for example, were not related to 
human form, it had even less concern for any aesthetic value in and of it-
45 
self. Although the furniture was lacking in both comfort and beauty the 
ingenuity that arose from the concepts of utility is worthy of brief mention. 
Because the homes were small, through lack of tools and workmen 
necessary to construct an adequate number of large structures to shelter 
the population against the cold, the space for furniture was obviously lim-
ited. From this lack of space there came such articles as chests which 
doubled as chairs, or butterfly or gate-legged tables that had tops which 
were folded down when not in use, or hutch tables that could be used as 
46 
either chairs, tables, or chests. 
With the turn of the century the New England area had grown in 
wealth, as indicated earlier, and could indulge in fine furniture. Seventeen 
hundred and twenty-five marks the start of the development of furniture 
45Edwin 0. Christensen, The Index of American Design, (New 
York: The MacMillan Company, 1950), p. 120. 
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making as a craft, and this second period of furniture evolution continues 
until seventeen hundred and ninety. During these sixty-five years several 
influences which were reflected in American furniture can be clearly out-
lined. These major influences in furniture as in silver came from England 
although they may have originated elsewhere, as was the case with the 
Dutch or Queen Anne style. England had earlier been introduced to Dutch 
influence and in turn passed that influence on to their colonies in America 
in seventeen hundred and twenty-five. The characteristics of this period 
involve curves, lacking in earlier furniture, and dominated by the S-curve. 
Proportions become lighter and surface ornamentation is added to the 
47 
structural carving. 
As this Queen Anne style progressed the woodworkers who con-
structed the furniture began to specialize. Craftsmen appeared who spe-
cialized in chairs, or tables, or highboys, and although many shops 
combined the phases of work there appeared further specialization into 
48 
turners, carvers, or upholsterers. 
The middle of the eighteenth century brought with it a book called 
"The Gentleman and the Cabinet-Maker's Director" by Chippendale. 
471bid., p. 121 
48Ethel Hall Bjerkoe, The Cabinetmakers of America, (New 
York: Doubleday and Company, Inc., 1957), pp. 10-TI. 
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Although the first edition appeared in England in seventeen hundred and 
fifty-four, the third edition in seventeen hundred and sixty-two became the 
49 
most popular version in America. It was this book or ((Director" on 
furniture style that ushered in the high point in American furniture design 
from seventeen hundred and sixty on. It was the Chippendale style, cor-
responding to the French Rococo style of Louis XV, that gave the impetus 
to American designers causing colonial furniture to become outstanding 
50 
in beauty and craftsmanship and equal to the best English work. Another 
publication in seventeen hundred and eighty-eight, "The Cabinet-Maker 
and Upholsterer's Guide" by George Hepplewhite, had a similar influence 
in bringing English fashion to the Colonial craftsmen. Still a third book, 
"The Cabinet-Maker and Upholsterer's Drawing-Book" by Thomas 
Sheraton, appeared in America at the start of the third or Federal Period 
of furniture design from seventeen hundred and ninety to eighteen hundred 
51 
and twenty-five. 
It should be noted that these books served as influences and not 
rigid guides to be followed. Indeed the trends can be observed in terms 
50christensen, loc. cit. 
51Bjerkoe, op. cit., pp. 11-15. 
of proportion, type of ornament and so on, but over and above this every 
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cabinetmaker devised his own variations. More specifically these gen-
eral influences might be pointed out in terms of a particular article of 
furniture such as a chest. 
Chippendale chests were apt to be of greater length and breadth 
than those of the previous Queen Anne period. Wood carving was turned 
loose and saw its elaborate skill echoed in carved recesses of shells and 
small figures. 
Heppelwhite called for more grace and simplicity. Ornamentation 
of profuse carving was replaced by bowed or curved fronts and inlay work 
was popular. 
Sheraton continued in the trend of grace and simplicity and al-
though the fronts might have remained bowed the inlay work carving dis-
53 
appeared. 
Thus these "guides gave only general outlines within which the 
cabinetmaker could still exert his individuality of designand workmanship 
and not be tied to merely a set of patterns requiring nothing more than 
manual skill. 
Even though this survey of furniture is brief and sketchy it does 
52wuuam Chauncy Langdon, op. cit., p. 151 
53Ibid., pp. 152-154. 
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give some indication of how that craft developed in the eighteenth century 
and what predominant influences shaped its evolution during that period. 
Figure 21. Chair, Queen Anne Style, Walnut, New England, 1725-1750. 
(Museum of Fine Arts, Boston, Massachusetts.) 
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Figure 22. Chair, Chippendale style, Mahogany, 1760-1775. (Museum of 
Fine Arts, Boston, assachusetts.) 
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Figure 23. Double Chest of D awers, so-called by Heppelwhite, or Chest 
on Chest of Drawers Mahogany, designed and carved by Samuel 
Mclnty e, Chair (left) Heppelwhite, Mahogany by Mcintyre, Salem, 
Massachusetts, ca 1795, Chair (right) Heppelwhite, Mahogany by 
Mcintyre, Salem, 1790-1800. (Museum of Fine Arts, Boston, 
Massachusetts.) 
60 
Figure 24. Sideboard Heppelwhite style Mahogany and Satinwood with 
lines of Ebony, ca 1800. useum of Fine Arts, Boston, Massachusetts) 
Figure 25 Sideboard, Heppelwhite style, Mahogany and Satinwood inlay, 
ca. 1785. (Museum of Fine Arts, Boston, Massachusetts.) 
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Figure 26. (left to right) Commode, Hepplewhite style, Mahogany, Satin-
wood and Ebony, 1809, Chair, Heppelwhite, Mahogany with Satinwood 
inlay, Salem, Massachusetts, 1790-1800. Sideboard, Heppelwhite, 
Mahogany with Crotch-grain veneering on door and drawer fronts, 
Salem, 1790-1800. (Museum of Fine Arts, Boston, Massachusetts.) 
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Figure 27. Chair, Sheraton style, Mahogany with Satinwood veneers by 
John Seymour, Boston, ca. 1800 Butlers desk, Hepplewhite, Mahogany 
with veneers of Crotch-grain on curved parts. (Museum of Fine Arts, 
Boston, assachusetts. 
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Figure 28. Sideboard, Sheraton style, Mahogany and Birds-eye Maple by 
John Seymour, Boston, 1800-1810. useum of Fine Arts, Boston, 
Massachusetts ) 
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Figure 29. Chair Sheraton style, Mahogany with Satinwood inlay, ca. 1800, 
useum of Fine Arts Boston, assachusetts ) 
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Fiber 
The term fiber, in relation to Colonial America, refers to such 
natural fibers as wool, cotton, silk, and hair that could be spun into long 
strands and then woven into a textile for use as clothes, bed linens, table 
cloths, and so forth. 
Since textiles and linens required little space the early Pilgrims 
were able to bring many of these items with them to America. Eventually 
however the material wore out and had to be replaced. Obtaining the re-
placements from England involved too much expense for these early 
settlers, and therefore some domestic means had to be found to fill this 
need. Likewise, because of the amount of material needed for clothes, 
linens, and so on, and because of the long and tedious work involved in the 
production of that material, some measures had to be enacted to insure 
adequate quantity to fulfill the demand. Hence the various colonies en-
acted laws such as those of Massachusetts and Connecticut in sixteen 
hundred and forty, which required each family to plant and raise flax or 
hemp. Selectmen in the various towns were furthermore requested to 
54 
assign a spinning quota to each family. 
54catherine Fennelly, Textiles in New England, 1790-1840, 
(Old Sturbridge Village Booklet Series;ed. Catherine Fennelly, Meriden, 
Connecticut: Meriden Gravure Co., 1961), p. 3. 
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From these beginnings the spinning and weaving became a house-
hold task. Eventually as textiles became easier to obtain the textiles in 
the eighteenth century still remained predominantly a household industry. 
Tradition had dictated that the skill be handed down from mother to daugh-
ter and although as time passed the young lady might purchase fine cotton 
yarn, she would indeed be reluctant to purchase the final product which 
she could produce just as well at home with great savings. 
Therefore, inasmuch as weaving remained a household trade it 
can be disregarded for the time being as belonging to that area of Folk 
Art. 
..· 
CHAPTER IV 
NEW ENGLAND (1800 - 1900) 
During the period from eighteen hundred to nineteen hundred, or 
roughly the century following the American Revolution, the crafts under-
went the greatest change in their development since the time of their in-
ception almost one half a million years before. Since this change was so 
drastic it would be advisable to devote this chapter to first: uncovering 
and understanding the phenomenon responsible for the change and second-
ly: to seeking out and defining the results produced. 
I THE CAUSE 
The greatest influence on the crafts, in addition to the natural en-
vironment, has come from the socio-economic factors in the culture 
which supports them. Therefore it would be logical to look for the cause 
of this change in the social and economic trends of the times. In order to 
remain consistent the exploration of these conditions will be undertaken 
from the standpoint of New England. 
This area, as well as the entire country, had just undergone a total 
and radical change in structure by way of the American Revolution. With 
this change from a dependent colony of England to a self-governing nation 
certain problems obviously arose. One of these problems falls in the 
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economic sphere for America could no longer count on the support of 
another nation, but had to earn her own way. This new nation was forced 
to meet the needs of the population through her own production and through 
imports. In order to accomplish this, as well as grow economically as a 
· nation, America needed a favorable balance of payments. Very simply 
this means America had to export more and import less. In order to ex-
· port more she had to produce more, and it is with this in mind that the 
phenomenon which caused a radical change in the crafts comes into focus. 
This phenomenon was of course the Industrial Revolution. 
England had previously used her colony in the New World as a 
market for her goods so that she could have this favorable balance so 
necessary to the economy of a country. In doing so she had to stop the 
colonies from producing to meet all their own needs and thus left America 
: with the monumental task of starting at the bottom in changing from a con-
suming to a producing nation. In order to meet this monumental task this 
country had to look for the fastest and most efficient way of producing. 
The answer to this problem came with the developments in Western 
Europe where the use of the machine was found much more efficient than 
the use of manpower. America imported machines from Europe and pro-
duced many of her own. These machines were not the end, however, for 
improvements were constantly being made on the old apparatus and newer 
and better and more efficient machines were produced. New England was 
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greatly responsible for these improvements as witnessed in the fact that 
in the early records of the United States Patent Office, more patents were 
issued, in proportion to the population, to inventors in New England than 
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anywhere else in the country. The results of this revolution were devas-
tating to the crafts and dealt them a blow from which they would never re-
cover. 
II THE EFFECTS 
Even though the long-range effects imposed on the crafts by the 
Industrial Revolution cannot be fully realized as yet, there are certain 
immediate or short- range effects which are evident and which hint at fu-
ture developments. Before observing these results, however, it should be 
pointed out that the majority of those articles which fell prey to machine 
production were within the realm of the crafts. 
One fact is immediately evident, that is that in effect the crafts 
are no longer being discussed. As indicated in Chapter I, one of the pre-
requisites for an item to be labeled as a craft was, in addition to possess-
ing inherent beauty and function, that it be shaped by a craftsman. Hence 
since the machine has replaced the craftsman it has thereby eliminated 
55Allen H. Eaton, Handicrafts of New England,(New York: Harper 
and Brothers, Publishers, 1949), p. 12-:---
that concept of the crafts which had existed for thousands of years. The 
term "industrial arts" will suffice to distinguish those useful articles 
with some claim to aesthetic value that are now the result of large scale 
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machine production. 
Before continuing with this survey of this new concept of the indus-
trial arts as well as what might be left of the crafts, it might be noted 
that this change from man to machine was not smooth and problem-free. 
Since the large-scale machine methods during this nineteenth century 
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were applied mostly to utilitarian products, previously the work of 
craftsmen, these men staged a good fight against the machine which took 
away their livelihood - and in many cases it was literally just that - a 
fight. These fights and riots that arose give only a small glimpse at the 
radical social upheaval that accompanied the Industrial Revolution. Of 
course, this social upheaval is not the topic of this survey, but it is in-
teresting that once again the inter-relation of the crafts with the economy 
and the social structure - one undergoing a change when the other does. 
At any rate the social problems which arose were indeed great, and even 
to this day many remain unsolved. 
56Thomas Munro, op. cit., p. 126 
57 Ibid., p. 127. 
Gradually, riots or not, the resistance was overcome and as the 
machine multiplied in expanding markets any surviving elements of 
craftsmanship were eliminated from the process of production until in 
eighteen hundred and thirty the machine age in all its power and signifi-
58 
cance was fully and finally established. 
So far the only effects observed are in relation to the source or 
method of production of the articles, and little has been said of the arti-
cles themselves. It would seem that if the idea of use and beauty was 
still retained the objects themselves would remain the same. Unfortu-
nately one of these remaining requirements, namely beauty or aesthetic 
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value, was quickly being eliminated. Men's minds were becoming so en-
grossed in the perfection of the tool or machine that their judgment of its 
product was suspended by wonder at the apparent magic which brought it 
59 
into being. Thus as the years went by this neglect of the product, which 
of course entails neglect of aesthetic value previously an integral part of 
the product, progressed to such an extent that there was no branch of the 
industrial arts that did not deteriorate. 
Silver vessels, that only a few years before were simple, beauti-
ful, and uncluttered in design, became heavy and clumsy and their dec ora-
58Herbert Read, Art and Industry, (New York: Horizon Press, 
1954),p.4. -- . 
59suzanne LaFollette, op. cit., p. 113 
tion vulgarly ornate. Furniture items can best be described as monstros-
ities of rosewood and black walnut with machine-turned legs and scroll-
sawed backs upholstered in the ubiquitous and inhospitable black horse-
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hair. It was not that "art" was not considered by the manufacturers, 
for obviously they entered this realm in adding the extra embellishment 
not necessary to the function. Rather, the trouble arose in the attempt of 
the manufacturers to treat art as a commodity that could be applied to 
the product. They mixed the styles and muddled the periods, claiming 
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originality, and they piled it on their wares as thick as it would go. 
This deterioration of taste and workmanship was extremely evident by 
eighteen hundred and eighty, for by this time the masses cared nothing 
for art, and men of commerce only turned to it after they had made their 
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fortune. However, even when these men of commerce could turn to art, 
referring likewise to the aesthetic qualities of useful objects, where 
could they find it? Certainly not from their own factories, for they only 
produced those items from which they were supposedly seeking refuge. 
The only place was the past. Hence, they acquired old crafts or had rep-
601bid., p. 114. 
61Read, op. cit., p. 7. 
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warren E. Cox, The Book of Pottery and Porcelain, Volume II, 
(New York: Crown Publishers, 1944~ p. 1029. -
licas made of those beautiful designs and equipped their ''Period" rooms 
with the antiques if they were available or with those reasonable facsim-
ilies they could afford to have made. Thus the wealthy who had in effect 
taken care of their physical wants and could now supply their aesthetic 
appetites, demonstrated that the contemporary scene would not suffice 
and thereby gave additional evidence to the sad state of affairs which ex-
isted. All who were not wealthy, and those were indeed the majority, 
were forced to partake of those ugly machine products which were plen-
tiful and cheap. 
So far the machine has been pictured as an evil, and so it was in 
its effect on the crafts, there is however, another side of the story which 
must be acknowledged. While the craftsmen were being forced into the 
factory and the aesthetic values of the nation were deteriorating there 
were almost unbelievable advantages being simultaneously derived from 
machine production. Although some of these advantages were felt in 
Europe at an earlier date it was not until the latter part of the nineteenth 
century that America began to reap those same benefits. Part of this de-
lay was due to the situation America faced after the American Revolution 
when she had to start from the ground up. The Civil War which hurt 
American development also caused some delay and yet strangely enough 
gave an added stimulant to the economy. America quickly regrouped her 
economic forces and just as she had arisen to the cause of developing 
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into a nation she now, with added vigor, surpassed all previous develop-
ment at a fantastic rate. Employment increased fifty percent. Thirty-
five thousand miles of railroads in eighteen hundred and sixty-five 
increased to seventy thousand within eight years, and by the end of the 
century had grown to two hundred thousand miles. In eighteen hundred 
and sixty only one billion was invested in manufacturing, while by nine-
teen hundred the figure was twelve billion. In eighteen hundred and 
seventy America could hardly compete in iron and steel with France and 
England, and yet twenty years later she produced one third of the world's 
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iron and steel. All of this development produced a standard of living 
never before dreamed of and made America the envy of the world. Even 
the crafts, or rather the industrial arts, saw some advantages in this 
revolution. Even though they were a harlequinade of styles there was a 
solid achievement in the progress toward mastery of materials and tech-
64 
niques. 
Once again, in returning to the dark side however, there was no 
improvement in the aesthetic values, and the situation grew only worse 
63T. Walter Wallbank and Alastair M. Taylor, Civilization Past 
and Present, third edition, volume II, (Chicago, lllinois: Foresman and 
Company, 1955), p. 312. 
64Boston Tercentenary Committee, Fifty Years of Boston, A 
Memorial Volume issued in Commeration of the Tercentenary of 1930. 
(Compiled by the Subcommittee on Memorial History, 1932), pp. 382-383. 
with time. Eventually this situation grew so bad something just had to be 
done. Luckily there were several men who rose to the occasion and 
started an uArts and Crafts Movement". Although this movement was 
started in England it eventually reached the shores of this country and 
began to take effect. The leader of this movement to encourage applica-
tion of beauty to useful objects was an English artist, writer, and reform-
er named William Morris. The concepts of Thomas Carlyle and John 
Ruskin served as a foundation for the ideas of Morris which were to have 
such a profound influence on the development of the crafts. Ruskin was 
so upset at the machine and the ugliness it created that he would not per-
mit his many books written on this subject to be shipped by train and 
thus polluted by soot and a machine-run conveyance, but instead insist-
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ed his books be sent by mail coach. Even though this caused his books 
to be more costly they were widely read. 
William Morris took many of Ruskin's ideas and put them into 
practice. He began with exhibitions sponsored by the newly organized 
Arts and Crafts Exhibition Society of craft work chosen for its quality 
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of design, workmanship, and fitness for use. Through these exhibitions 
his doctrine of ""have nothing in your houses which you do not know to be 
65Rudolph Rosenthal and Helena L. Ratzka, The Story of Modern 
Applied Art, (New York: Harper and Brothers Publishers, 1948), p. 4. 
66Eaton, op. cit., p. 14. 
u -
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beautiful" was made most apparent. A demand for objects of beauty in 
the home in the way of furniture, textiles, and so on became apparent and 
through the ensuing flow of craft work, exhibitions, lectures, and articles 
the level of taste and sensitivity rose to new heights throughout the in-
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dustrial world. 
America soon followed the influence of Morris and began estab-
lishing Arts and Crafts Societies of her own. New England was certainly 
a leader in this area for, of the thirty-three societies which developed 
under the parent organization called The National League of Handicraft 
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Societies, New England played host to thirteen. It is apparent that when 
the crafts came back into being the manufacturers had little choice but to 
supply the higher tastes of the masses with improvements in the indus-
trial arts. 
In summarizing this nineteenth century, certainly a century of 
radical change, it is clear that the crafts suffered a severe shock. The 
machine helped man overcome his environment to such a degree that he 
became enthralled with the tools and not the products. Eventually the 
uevils" were realized, and through the monumental efforts of such men 
as William Morris the crafts were not a total loss in the realm of art. 
671bid., p. 15 
681bid., p. 16 
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Unfortunately, in a way, the crafts will never again reach the glory they 
once knew for the machine age has produced benefits and advantages 
which have created a totally new way of life that can no longer support 
crafts production as the only source of useful items. 
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CHAPTER V 
NEW ENGLAND (1900 - 1963) 
Since the machine age began such a relatively short time ago, and 
because it had such a profound influence on the crafts, a major concern of 
this chapter will be to see how the crafts have weathered the stormy at-
mosphere of the Industrial Revolution and how they now fare in juxtaposi-
tion with industrial art. 
I INDUSTRY VERSUS CRAFTS 
Certainly one hope of the reformers such as Morris, in addition to 
the desire for a new trend which would resurrect the crafts, was that in-
dustry might be encouraged to display the principles of good design. It 
was hoped that the crafts could set up a standard or serve as an example 
for industry to follow. Of course, unless this example could be followed 
the majority are no better off and it is in terms of the majority that Indus-
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trial Design must deal fundamentally. 
It should be noted here that it is only those principles of design 
that are under discussion. Industry cannot hope to succeed in its efforts 
to add that aesthetic quality if it resorts to simply disguising the factory 
69aeoffrey Holme, Industrial Design and the Future,(London: The 
Studio Limited, 1934), p. 11. - -
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origins of the products with machine-made decorations. In other words 
the two areas must be content to be themselves - if a craftsman's crea-
tion, then warmly personable, sturdily upright in the strength of the 
manual process by which it was brought into being; but if an industrial 
product, then cooly impersonal, with exactitude of contour and "seamless-
70 
ness" of joining that serve as reminders of the factory process behind it? 
The point being made here is that the differences in methods of production 
being unique should thus produce those unique results indicative of the 
particular methods. 
The question that now must be resolved is whether or not these 
results, as well as the goals of good design and aesthetic value, have been 
accomplished. One method or approach to answering this question is sim-
ply the exploration of the present situation regarding design of industrial 
arts. This industrial design, the design of objects for machine production, 
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is an integration of art, engineering, and merchandising. Unfortunately 
this industrial design has failed in large measure to meet those goals that 
had been hoped for. 
One reason for this failure has been the problem of educating 
70wanace S. Baldinger, The Visual Arts, (New York: Holt,Rinehart, 
and Winston, 1960), p. 42. - --
71Ray Faulkner, Edwin Ziegfeld, Gerald Hill, Art Today, 
(New York: Henry Holt and Company, 3rd edition, 195~ p. 110. 
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personnel to fill the jobs as industrial designers. In America, art came to 
colleges and universities by way of the back door. Many Art Departments 
grew from the education departments that established courses in art to 
help teachers meet certification requirements. Many more grew from 
small art academies or from philosophy departments of large universities. 
Still others grew from home economic courses or physical education de-
partments where crafts might have been taught as recreational camp 
activity. Is it any wonder then that the American craft field, with its hap-
hazard background, has failed to produce an adequate program and to 
define objectives in some sort of reality with the social and economic 
72 
scene? 
There are, of course, many schools where craft courses are now 
being taught. Craft Horizons magazines lists more than a hundred through-
out the country and at least fifteen within the New England area. Certainly 
these schools have gone beyond the recreational camp activity stage and 
yet, explains Glen Nelson in Craft Horizons, there is, at present, no school 
in the United States that has a craft or design curriculum to compare with 
73 
those of European schools. 
72Glen Nelson, rrscandinavian Craft Schools", Craft Horizons XXI, 
(Iuly - August 1961), p. 38. --
731bid. 
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It cannot, however, be denied that there has been marked progress 
in the promotion of the crafts and in the stimulation of higher standards in 
design and workmanship in this country. Part of this stimulation comes 
from the work and teaching of many craftsmen from abroad such as Anni 
Albers, the weaver and Marguerite Wildenhain, the potter. Additional 
progress has been made by the American Craftsmen's Council which pro-
vides support through publications, marketing assistance, and founding of 
the School for American Craftsmen, now a department of the Rochester 
Institute of Technology. Furthermore, there are many other universities 
and colleges that maintain well-equipped and staffed departments for 
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training in ceramics, weaving, metal working and other craft media. At 
least, then, there is progress in the right direction. 
Even though, at the present time America is endeavoring to reach 
the level of the European craft development there still remains the problem 
of the additional education needed in the areas of engineering and market-
ing that are necessary for an industrial designer. To be more specific, 
Gerald Marvin, Jr. (Philadelphia College of Textiles and Science) points 
out that there is a basic problem of bridging the gap between the technical 
and aesthetic aspects of textile production. At the present time, he ex-
plains there are very few design school graduates entering industry, that 
74oon Wallance, Shaping America's Products, (New York: Reinhold, 
Publishing Corp., 1956), p. 142. 
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can adequately fill positions with the required knowledge of both the mill 
75 
design and styling fields. 
Certainly exceptions can be found as in the case of Charles Eames 
who is noted for his furniture design. Eames, however, while teaching and 
working at Cranbrook Academy of Art, had a varied background in archi-
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tecture, engineering, and other related skills. The art training was 
coupled with his knowledge in these other fields which are generally lack-
ing in the education of the designer-craftsman. 
The result of this lack of education of the designer-craftsmen finds 
the industry relying on its old techniques. The craftsman is of little use 
in industry if he cannot design products that the machines can produce. 
Hence industry must do the best it can without the craftsman. To be more 
specific all one need to do is look at the silver flatware possessed by the 
American housewife. Greta Daniel points out that the silver that has be-
come a symbol of refinement, of elegance, and of status, finds that the 
richer the decoration and the more profuse the chasing and embossing, the 
more assured the owner becomes that all is better than at the Joneses. 
This proud owner unfortunately, has not been aware-and industry has cer-
tainly not been anxious to enlighten her-that the objects of her adoration 
75A. C. C. Forum, "Philadelphia Symposium: The Future of Fabric 
Design Education", Craft Horizons XXII.(January-February 1962), p. 50. 
76wallance, op. cit., p. 177. 
are but nineteenth century bastardizations of Renaissance formality and 
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Baroque exuberance. The shower of rosebuds and garlands which still 
binds the silver spoons, knives and forks is perpetuated in America by 
industry which tells itself and its listeners that tradition is the mark of 
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elegance - and that is the commodity they are offering. It would appear 
then that the position of industry is quite clear. J. Gordon Lippincott, in 
his book, ''Design for Business", points out that the only reason to hire 
an industrial designer is to '"' ... increase the sales of a product ... '' and in 
79 
addition, " ••• Good industrial design means mass acceptance." Further-
more, the reason why design workshops are not an integral part of manu-
facturing lies in the refusal of industry to accord to free design explora-
tion the same recognition and support it gives to pure scientific and 
technical research. 
There are three points thus far which can be summarized as 
follows: first, even though America is progressing in the right direction, 
there is a gap between the education of craftsmen here and abroad; second-
77 Greta Daniel, "Sterling Silver for the Sixties", Craft Horizons 
XX, (September-October 1960), p. 21. --
7~id. 
79wallance, op. cit., p. 18. 
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ly, there is the additional lag in the education of the designer craftsman in 
the areas of engineering and marketing; and finally, even if points one and 
two could be alleviated, industry does not, for the most part, want to hire 
a designer as it considers him a luxury not always necessary to the sell-
ing of goods - its primary concern. 
A further charge that can be levied against industry is that it is not 
content to remain within its own bounds. The hope that the aesthetic 
quality evident in craft work could find its way into industry seems to be 
reversed. The machine is infringing into the craft area and has attempted 
to usurp the qualities of the crafts. Witness for example the ruling of the 
Federal Trade Commission concerning the use of a "handmade" or 
cchandwrought" stamp on articles. Only those objects entirely shaped by 
hand are allowed to carry this label, thus indicating that some trespassing 
on the crafts territory was being accomplished by the machine. 
Further infringement of the machine on the crafts is perhaps 
suggested by Victor D'Amico in explaining that the do-it-yourself gim-
micks, often masked as educational aids, have been undermining the crea-
tive sensibilities of children and adults, especially in the crafts where 
these devices have lowered design standards and abused the creative power 
. 80 
of their innocent and gullible victims. This do-it-yourself craze has 
80Victor D'Amico, ttynstitute of Modern Art", Craft Horizons XXI 
(May-June, 1961) p. 9. --
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created a third area outside both the industrial arts and the crafts. If 
these machine made "kits" are somehow meant to revive the crafts they 
certainly miss the point. In conjunction with these gimmicks there have 
appeared on the scene a plethora of material on the crafts that must be 
severly criticized. The worst offenders in this area are those books and 
articles whose rigid, formalistic "method" approaches result in formula 
81 
work that has not the remotest connection with craftsmanship. This 
material, similar to the "kits", is meant for that third segment of the 
population. By a third area the reference is of course to the hobbist. It 
seems that the hobbist, while perhaps deriving some therapeutic benefits, 
is hardly functioning as anything more than a machine when he avails him-
self of these methods. The kits come from the factory with assembly in-
structions, and the hobbiest proceeds to put the pieces together. Or when 
the hobbiest follows the patterns and instructions in some of the literature 
he again is fulfilling the function of a machine. 
The results of this activity are too many hobby shows where 
"everything goes" (into the show); too much craftwork done for thera-
peutic reasons; and too many do-it-yourself projects that pull down the 
standards and give the crafts a bad name. Further fault can be found, in 
81oppi Untracht, "The Teacher as a Guide", Craft Horizons, XXI 
(January-February 1961), p. 6. --
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addition to the objects themselves, in the way the shows are displayed. 
The jumble and clutter looks more like a rummage sale or bargain base-
82 
ment than the presentation of works of art. 
It certainly appears from these developments that the ideals of 
Morris and his associates have somehow gone astray and that the machine 
has refused to give in and allow the crafts to exist. 
II CRAFTS VERSUS INDUSTRY 
Before the decision is given to the machine as victor in this appar-
ent fight which is going on, some defense of the crafts must be rendered 
by way of a look at the counter action being employed against the advancing 
machine. The best counter action comes from the direction of those organ-
izations whose purpose it is to promote the crafts. 
New England has two general classifications that seem to account 
for the major portion of crafts promotion. One of these areas is the pri-
vately sponsored society and the other, the state sponsored organizations. 
First of all, in analyzing the private organization, a good example 
would be the Boston Society of Arts and Crafts. In addition to being the 
first society in New England and the second in the entire country, it is 
82victor D'Amico, a Arts and Crafts-or Arts and Craftsmanship?" 
Craft Horizons, XXII, (November-December 1962) p. 6. 
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indicative of what efforts were made in the past and, being still in exist-
ence, is indicative of what is being done today. Eighteen hundred and 
ninety-seven marks the year in which Henry Louis Johnson, being greatly 
influenced by the efforts to promote the crafts in England, convinced a 
group of influential Bostonians to sponsor a similar venture. Johnson saw 
his efforts realized when on April third of that year the first national 
crafts exhibit opened at the Museum of Fine Arts in Copley Square. The 
success of this show was a major factor in the establishing of the Society 
of Arts and Crafts on June twenty-eight, eighteenhundredandninety-seven. 
The aims presented by this society are presented in its literature: 
Today, as in the past, the Society welcomes the interest of all who 
recognize the cultural and economic significance of the craft movement 
and who wish to support it at the highest level. Equally welcome are 
those whose initial interest stems from appreciation of the Society's 
historical importance as a link with the past. 
Perspective has changed in the years, but not purpose. To crafts-
men and associates alike the Society provides an oasis of good taste 
whose work of encouraging and developing the highest possible stand-
ards in the crafts is a valid a challenge today as it was in 1897. 83 
In order not to jump to any conclusions, it is important to explore 
other societies or organizations and their proposed goals so that a better 
evaluation might be made through comparison. Siree the New England 
area has the only two state-sponsored societies in the country it might be 
interesting to see just what the government thinks the goals in promoting 
83society of Arts and Crafts, Craftsman's Manual. Boston, 
Massachusetts. 
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crafts development should be. 
Vermont, one of the States with a government supported program, 
exposes its views in the Legislative Acts of nineteen hundred and forty-
one. Section two and three of Act number sixty-eight reads as follows: 
An act to establish an arts and crafts advisory commission with-
in the state department of education and to make an appropriation 
therefor. 
Section 2. Duties: The duties of the commission shall be to formulate a 
program for the economic and practical development and promotion 
of arts and crafts in the state; to devise ways of raising standards of 
production to cooperate with state and federal agencies and arts and 
crafts organizations in the state to these ends and biennially to make a 
report of its doings. 
Section 3. Director, duties ..•..•... The state board of education, with 
the approval of the governor, shall appoint a qualified person as direc-
tor of arts and crafts. The director shall in cooperation with the state 
supervisor of trade and industrial education encourage the organization 
of county and community groups in the establishment of training pro-
grams in arts and crafts. The director shall promote, develop and 
foster local interest and participation in the production of arts and 
crafts of meritorious quality; become familiar with the problems of 
marketing, encourage cooperative marketing associations; assist in 
securing adequate outlets for the sale of Vermont arts and crafts prod-
ucts, and perform any other duties which may be authorized by the 
commission or required for the promotion and development of arts and 
crafts of the state. 84 
Goals of course are necessary, but what counts is whether or not 
those goals can be realized. Certainly one way of determining how well 
84Arts and Crafts Advisory Commission, Ninth Biennial Report 
(July 1, 1956 - June 30, 1958) State Department of Education, Montpelier, 
Vermont. 
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crafts promotion is going is to explore the marketing and selling of the 
goods in question. For it is through the purchasing of these goods that the 
public is able to have them in their homes and fulfill the dreams of Morris. 
Since then both types of organizations deem it important to promote the 
crafts and since promotion is concerned with selling it would be wise to 
see just how well the crafts do in financial terms. 
In order to explore the marketing of crafts, twenty-four letters 
were sent to craft shops in the six New England States, asking for infor-
mation, perhaps in the form of brochures or bulletins, on the crafts that 
were handled by those shops. The names of shops were drawn at random 
85 
from the book uwhere to Sell Handicrafts". Results from this question-
naire were to say the least - interesting. 
Of the twenty-four shops, to which letters were sent, seven were 
returned unopened, the shops no longer being in existence. Twelve of the 
shops failed to reply and of the remaining five~ one explained that only 
u 'Yankee' gifts and items" were sold (whatever they may be), two said 
they no longer sold craft items~ and two explained that the craft sales were 
so small that they did not bother advertising to any large degree, but in-
85norothy Glazer, Where to Sell Handicrafts, (Boston, 
Massachusetts: Charles T. Branford Company, 1951). 
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eluded the following brochures: 
One pamplet entitled "Vermont Maple Sugar and Syrup, including 
Delicious Maple Recipes. 
One folder entitled "Welcome to the Molly Stark Trail". 
One brochure called "Hogback Mt. Vermont- Where you get the 
100 mile view". 
One Official Highway and Touring Map of Vermont. 
Needless to say the results of this questionnaire were not adequate I 
in themselves to propose any definite conclusions. However, when viewed 
in the context of other evidence it is quite clear that these results are in-
dicative of present marketing problems faced in selling the crafts. 
The Society of Connecticut Craftsmen discusses the problems in-
volved in marketing and explains what "compromises" must be made in 
order to set up shops. In the September bulletin of nineteen hundred and 
sixty-two it clearly points out that the traffic of a handicraft-informed buy-
ing public is not sufficient to maintain a high level of business adequate to 
offset the costs of operation. It further points out that one has to broaden 
the selection of merchandise and make some compromises with buyers' 
86 
demands. 
Perhaps this broader selection might include the wares of crafts-
men that the Vermont Arts and Crafts Service has seen fit to include among 
the wood, metal, furniture and other items in their official listing of rrfull-
86connecticut Craftsman Bulletin, (Hartford, Connecticut: The 
Society of Connecticut Craftsmen, September 1962). 
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time craftsmen". This official list issued by that state-sponsored society 
names the various craftsmen and the objects they produce. Among the 
items there appear the following "craft": honeyandmaple syrup and sug-
ar, wood table lamps (replicas of civil war drums), reproduction of Early 
American and Shaker furniture, scented balsam and pine, honey truffles, 
lolly pops, cheese, jellies, jams and salad dressing. 
These many problems are faced by the merchandiser or "middle-
man". What of the craftsman himself? Unfortunately he too has some 
overwhelming problems. One dealer explains: 
uThe average craftsman, when attempting to place a price on his 
article, is inclined to figure the amount of time expended to produce it, 
then multiply it by what he thinks he should earn an hour. This usually 
makes the object prohibitive in price, thus narrowing his market to a 
small, select group. I would suggest that he adopt a more realistic 
attitude about pricing, thus bringing his item within the range of more 
people." 87 
Apparently then the craftsman must lower his monetary evaluation 
of his articles in order to make a living. It should be noted here that in 
addition to the pressure to lower prices coming from the public he is also 
faced with a twenty-five to forty percent commission that is attached or 
88 
rather deducted from his earnings by most dealers. The evidence 
87alazer, op. cit., p. 3. 
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certainly makes the crafts anything but a lucrative business. Vermont has 
even gone so far as to set up a revolving loan fund to aid in the purchase 
of needed supplies and equipment for the craftsmen. 
III IN CONCLUSION 
When the evidence is weighed and the judgment rendered in this 
contest between the crafts and the machine, the only possible decision must 
be in favor of the machine. It was hoped that instead of a feud, they (the 
89 
crafts and industry) would have a family reunion. Instead, a fight en-
sued, broken only for a short intermission at the turn of the century, by 
Morris. As the fight continued, the crafts began to once again weaken 
under the onslaught of the machine. 
The best summary of the crafts today is implied by the Boston 
Society of Arts and Crafts when it refers to itself as an "oasis of good 
taste". After sixty-six years of existence there remains, in such socie-
ties as this, only a small area, within a vast wasteland of bad taste, that 
can still boast of art and function and craftsmanship. 
The development of the crafts is unfortunately all too clear; the 
past was seen in the craftsmanship that spread from the dynasties of 
89Anni Albers, On Designing, (Middletown, Connecticut: Wesleyan 
University Press), p. 15-:-
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Egypt to the New England Colonies, the present sees that craftsmanship 
challenged to the extent that it must fight to retain its existence, and only 
the future remains to answer the question of whether or not even the small 
uoasis" that is left, can remain intact. 
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